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Abstract
Dust and Shadow is an investigation into systems of order and chaos that exist
within the natural and manmade worlds. Human constructs (such as grids) and manmade
systems (such as social media) abide in a space that is tangential to the structures and
systems that choreograph the functions of the natural world. Exploring how these two
very different worlds weave in and out of human existence allows me to examine my
relationship to the complex facets of this twenty-first century experience.
My research into chaos and entropy serves as a catalyst for this body of work.
Examining the parallels between breakdowns at the macrocosmic level, the microcosmic
level, and those within contemporary society has provided insight into the
interconnectedness of the universe and my own place within it. As Horace once said,
“We are but dust and shadow.”
My studio process relies upon unexpected intersections and collisions discovered
through the layering of visual and tactile information. I combine elements that I can
control with those that cannot be controlled - this allows for a push and pull between the
artist and the art itself. Projecting digital video onto sculptural installations provides
shifting perspectives and new discoveries which transition through space and time. The
work is not complete until the viewer travels through space and their shadow becomes
another layer in the strata of information. The time-based nature of the work, combined
with the shifting sculptural components, allows me to consider the ephemeral nature of
human existence within the ever expanding perpetuity of the universe.
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DUST AND SHADOW
I. Introduction
My work explores ideas about chaos and order as they exist within the natural and
manmade worlds. For as long as humans have walked the Earth we have attempted to
understand the universe that we live in. We rationalize that which we do not understand
by constructing our own systems of order within nature — creating a false world that we
have superimposed upon the natural world. We have implemented a system of constructs
in the attempt to create order from chaos and elicit some measure of control over that
which cannot be controlled. I am fascinated by the collision of natural and manmade
structures and systems, particularly the tension that results from these systems breaking
down.
Exploring ideas of chaos and order as they exist within the natural and manmade
worlds has allowed me to investigate these ideas at a distance from myself, but I am
simultaneously using this work to understand my own need for control. Previously, I
worked in a very systematic and regimented manner, using only materials and processes
that allowed me complete control in order to achieve predetermined results. My current
body of work exists at the opposite end of this spectrum. Now, I attempt to throw myself
off-balance by allowing room for unexpected results.
In my current artistic practice, I explore the ideas of chaos and order through the
use of materials and processes that allow me to have a high level of control, and I
juxtapose those with materials and processes that refuse to be controlled. The tension
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between my own desire to control every aspect of the work, combined with the
excitement of allowing the potential for something unexpected to happen, places me
directly at the intersection of chaos and order within my own artistic process.
My aim is to tap into something primal and subconscious that exists beyond the
boundaries of language. Sometimes I close my eyes and make a mark with my hand, and
then use a complicated computer system to bring that mark into the world. The
intersection of digital and analog systems of mark-making have become an integral part
of my artistic practice. Sometimes I rely on gravity to make marks by using paint dripped
from swinging pendulums, or I relinquish control by crowdsourcing data points on social
media, which later become constructed into intricate shapes. This idea of outsourcing
control, thereby invoking some amount of chaos, and then ultimately constructing order
from it, is intensely gratifying.
My work involves layered imagery, building complexity through unexpected
visual and conceptual connections that occur when organic forms meet geometric, or
when synthetic and natural materials are juxtaposed. In the past, I have incorporated
layered imagery into two dimensional pieces, but in my current work, these layers are
extending beyond the flat surface of the substrate and expanding out into space.
Combining sculpture, installation, and digital projection allows me to explore layers that
shift over time and with movement through space. Intersections and collisions between
light and shadow, as well as those between macro and micro scale create new
connections and opportunities for discovery. Architect Benjamin Aranda writes, “When a
drawing becomes three-dimensional, it fragments; it’s impossible to see it as a whole, so
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this makes its manifest experience different each time for each visitor. Everyone takes
away his or her own picture” (Ritchie 26). Working with installation allows me to
explore drawing in space, and the work is not complete until the viewer walks through
the space, making discoveries through connecting the parts to create their own unique
experience.
II.

Theoretical Background
In my current work, I am exploring ideas about order and chaos. Order is

necessary for survival. Therefore, animals have evolved to produce orderly
arrangements: bees create honeycombs, spiders spin webs, and birds create complex and
beautiful patterns of murmurations. Humans also strive for order, largely because an
orderly presentation of information facilitates understanding. Even non-animate objects
strive toward order; physicists have found that in a “state of equilibrium, processes or
materials tend to assume the most even and regular distributions of which they are
capable, under the given conditions”. In liquids, when oil and water are mixed and
shaken, they form all sorts of irregular shapes, but when left alone, the liquids form a
sphere - “the simplest shape available under the circumstances”. Even non-organic
material strives for equilibrium because, “a state of balance is the only one in which the
system remains at rest, and balance makes for order because it represents the simplest
configuration of the system’s components” (Arnheim 5).
All of these natural phenomena would lead one to believe that the natural world
strives for order, because order results in efficiency. This concept stands in contrast with
the second law of thermodynamics, which could be interpreted as the belief that matter
3

“moves from orderly states to an ever-increasing disorder, and the final state of the
universe will be maximum disorder” (Arnheim 5). The amount of disorder in a system is
known as “entropy”. Long ago, our universe was more dense, hot, and smooth. Then,
there was a cataclysmic event known as the “Big Bang”, after which the universe began
to break down and fracture. These broken pieces of stars and the dust of galaxies began
expanding away from each other — so at this exact moment, our universe is actually
speeding away from us. As recently as 1998, scientists discovered that not only is the
universe expanding, but it is also accelerating in its expansion. These broken pieces of
stars are moving away from us at a faster and faster pace. Einstein named the force
pushing the universe away from us “dark energy”. Because of the forceful push of dark
energy, the universe will keep expanding forever (Carroll, Ted Talk).
So how do we explain this contradiction? How can the universe be simultaneously
striving toward order, and at the same time accelerating into chaos? Can we pinpoint the
moment when order ends and chaos begins? This is one of the main questions that I have
been exploring through my thesis body of work. Art critic Rudolf Arnheim says that there
are two cosmic tendencies: one is the tendency toward mechanical disorder (entropy),
and the other is toward geometrical order (which explains the formation of crystals and
symmetry that exists within nature and physics). Also, an increase of entropy leads to
equilibrium. Imagine that you have a bowl of water with a partition in the middle. On the
left side, the water level is high and on the right, the water level is low. If you remove the
partition, the water will find balance and equilibrium. Maximum entropy leads to
homogenization. Another way to think of this process is to imagine a mountain, eroded
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over time, broken down into sediment that is carried downstream. After enough
destruction and crumbling, the mountain would eventually be distributed evenly, and the
water would balance itself out: no peaks, no valleys, just an even homogeneous terrain.
Once entropy has occurred, it cannot be reversed — just as salt and pepper, once
combined, cannot be separated. Once the pepper has been ground, you cannot return it
back into the peppercorn. This idea is interesting to me, because I am fascinated in the
parallel between breakdowns in the natural world and those occurring within
contemporary society.
Artist and art theorist Robert Smithson explains that through entropy, “the whole
universe will burn out and be transformed into an all-encompassing sameness” (Smithson
9). He believes that the phenomenon of entropy exists not only in the natural world, but
also within society. Smithson states that the shift toward societal entropy can be
evidenced today by our collective acceptance of fake materials which are bland, empty,
and soulless — like plastic that has been texturized to look like leather, and Formica that
looks like wood. “The merchandise we buy is a signal of consumer oblivion to what is
happening” (Smithson 11). We willingly accept this falseness because we, too, are
breaking down into a bland homogenous society. Smithson states that “falseness is
inextricably a part of entropy and this falseness is devoid of moral implications”
(Smithson 15). We are willing to accept this because of the pervasiveness of false
information in contemporary society. The social aspect of entropy, as it relates to our
willingness to accept imitations of the “real”, is just as interesting to me as the scientific
component of entropy. The correlations that exist between the breakdowns in the natural
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world and those within contemporary society have been the primary catalyst for my
thesis body of work.
In his essay, “Between Image and Organizing Principle”, art critic David Levi
Strauss states, “as our day-to-day communications environment grows ever more
crowded and complex, the signal to noise ratio plummets. Sifting for signal consumes
more and more of our time” (Juncosa 23). When we have access to so much information,
it can be exhausting to sift through it, looking for real meaning. And in this era of “Fake
News”, it is much easier to accept the message that the media is conveying, rather than
put in the effort to find the truth that lies beneath it.
Since we as a society have become more accepting of falseness and our society is
becoming more homogeneous, it would be easy to believe that art has been broken down
through a process of erosion of meaning, and that we are entering into an era of artistic
entropy. However, Arnheim, Smithson and Strauss all seem to agree that in spite of the
fractured and dissipating universe around us, there is still hope that meaningful art can
exist, in spite of this societal and environmental breakdown.
There will always be those who believe art’s sole purpose is to create beauty.
Dating as far back as ancient Greece, there has been a long standing tradition of
“describing the arts as principally or wholly concerned with the establishment of order,
harmony and proportion” (Arnheim 38). In his 1897 article, “Physiological Aesthetics”,
Grant Allen states that “the attainment of pleasure is the ultimate purpose in which, in the
case of art, serves no function but is pursued for pleasure’s own sake” (Arnheim 42). So,
based on these ideas, it would be easy to believe that the artist’s role is to make beautiful
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things, for his own relaxation and pleasure, and that the public could consume it
mindlessly because, according to Rudolf Arnheim, “the aesthetically beautiful is that
which affords maximum stimulation with minimum fatigue or waste” (Arnheim 42).
However, Arnheim goes on to explain that although a work of art obviously
benefits from having an orderly structure, orderliness in itself does not make good
art. He states that “mere orderliness leads to increasing impoverishment and finally to
the lowest possible level of structure - no longer clearly distinguishable from chaos,
which is the absence of order” (Arnheim 46). Or, going back to Levi Strauss’s theory the aim of the artist should be to create the signal, not just add more noise to our already
noisy world. Therefore, artists must challenge themselves not to make art that is merely
orderly or aesthetically pleasing. We must fight against the rising tide of bland
homogenous art — we must try to create mountainous ideas, rather than just producing
more dust.
Art requires the fullest of actions and the maximum of stimulation - the maximum
amount of energy (Arnheim 50). This may be why modern art often rejects the idea of
beauty - because of the “empty perfection for which beauty has come to stand, in much
art theory and some art” (Arnheim 34). It is not enough for art to be pretty and orderly, it
has to be more: more complex, more mysterious, more thought provoking. In the film
Fractals, Arthur C. Clarke states that “The most beautiful thing we can experience is the
mysterious. It’s the source of all true art and science” (Jayc2469).
In the book Formless, Yve Alain Bois writes, “The dream of architecture, among
other things, is to escape entropy” (Bois 187). In spite of the ongoing breakdown of the
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universe, humans continue to build structures to separate themselves from the natural
elements that are chaotic and unpredictable. We construct gridded worlds for ourselves,
which surround us and isolate us from the unpredictability of nature. We employ gridded
systems as tools to understand the natural world; we create maps and charts to simulate a
sense of order from that which often seems chaotic. We even develop systems such as
linear perspective to better understand that which we have constructed.
In my own art making process, I have always made sense of complex information
by breaking things down and putting them back together. Deconstructing a whole into
parts, and then reconstructing these parts to create something new allows me to better
understand complex ideas. Another artist whose work exists in the space between parts
and the whole is Sarah Sze. Sze is known for constructing installations that are composed
through the arrangement of everyday objects into complicated and layered visual strata
that hover in space. She employs bottle caps, styrofoam cups, desk lamps and other
recognizable objects, combining them in such a way that the familiar becomes unfamiliar.
Devices such as measuring tapes, levels and construction clamps — elements normally
used in the process of construction — become integral components to her installations,
not just a means to an end. Sze entered the world of fine art through the lens of
architecture, and the focus on shift in scale and perspective as the viewer moves through
space has become a crucial component of her creative process. Sze says, “for me, the
entire experience of viewing a work is always based on a kind of circulation or
choreography through space… the viewer’s perspective and how information is revealed
to viewers as they move through time and space is actually what the experience of the
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work is always about” (Chiu 14). Like myself, Sze is interested in investigating scale
through creating micro environments within macro environments. She wants to give the
viewer the opportunity to make their own discoveries as they move through space. Sze
says, “I think ultimately, that might be what makes a work of art - when the same
experience of discovery translates to the viewer” (Chiu 19).

Figure 1. Sarah Sze, Many a Slip (1999)
Installation view (left), Detail view (right), Museum of Contemporary Art, Chicago
www.art21.org

Another artist whose work incorporates complexity through the collision of layers
and the interaction of parts to whole is Julie Mehretu. Mehretu’s process relies on
constructing layers of marks, often sourced from found digital imagery such as Google
Earth, which she traces and redraws, only to cover them with another layer of translucent
paint. She combines this system of mark-making with her own expressive hand painted
brushstrokes, forming a sort of language, or a reference to Chinese calligraphy (Zegher
21). These layers are built, forming a complex system of strata that accumulate and erode
as they recede beneath subsequent layers of information. Like myself, Mehretu references
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the idea of the grid as a human construct, but she uses it to expand beyond the Modernist
reference to constraints of her two-dimensional substrates. Art Critic Catherine De
Zegher writes, “Mehretu is able to overcome the grid’s resistance to change by imbuing it
with a revolving motion of flickering lines, exploding vectors, and broken perspectives”
(Zegher 18).
Although Mehretu’s work conveys the expansiveness of the universe, she does
contain her marks within the two-dimensional plane. Working within two dimensions is a
concept that I understand through years of working in drawing and painting. However,
my current body of work incorporates layers that extend beyond the two dimensional
plane and out into space. Incorporating technology with more analog methods of mark
making allows me to expand my work from a space I understand into a space that I am
just beginning to explore.
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Figure 2. Julie Mehretu, Dispersion (2002), Ink and acrylic on canvas, 90 x 44”.
www.art21.org

Another artist who combines painting and drawing with time-based digital art and
installation is Matthew Ritchie. Ritchie constructs complex installations that combine
paintings and drawings alongside sculptures, architectural elements, and time-based
digital work. Ritchie regards “painting not so much as a construction of space but as a
continuous flow of slowed down information” (Kertess 2). His installations incorporate
two-dimensional work on the walls, but he also extends his drawings on the floor, using
synthetic materials such as rubber and tyvek. In his installation The Fine Constant, Richie
floats a plane of densely convoluted knotwork within the space, held above the drawing
on the floor by metal spikes. Ritchie’s manner of drawing in space, which exists at
multiple levels and using a variety of materials and textures, allows for exciting collisions
between the installation work and the information contained within his paintings. It also
11

breaks apart the space of the traditional “white cube” of the gallery setting. Richie’s work
inspired me to think about extending my drawings off of the two dimensional plane and
out into space.

Figure 3. Matthew Ritchie, Proposition Player (2003)
Installation view at the Contemporary Art Museum, Houston Texas
www.art21.org

Although Sze, Mehretu, and Ritchie all have very different stylistic approaches,
each of these artists have informed the way I think about my own work. Sarah Sze’s
work helped me think about the potential of drawing in space, and the importance of
scale. Her work also challenged me to investigate the relationship of parts to the whole
within an installation. Julie Mehretu’s work informed the way I think about incorporating
12

layered imagery, and challenged me to explore connections between intuitive markmaking and found imagery. Her work also encouraged me to take greater risks with twodimensional drawing by creating on a more expansive scale. Matthew Ritchie’s work
influenced the way I think about incorporating two-dimensional work within an
installation. Ritchie’s work also inspired me to think about crowdsourcing control of
some aspects of my own artistic process, and to incorporate digital as well as analog
systems of art making. All three of these artists seem to capture the complexity of
contemporary society through their work, and they provide us a vantage point into the
collision of chaos and order found within the breakdowns of the natural and manmade
worlds.

III.

Thesis Exhibition
My thesis exhibition is an installation featuring four main elements, connected

through digital video projections and overlapping imagery that echoes throughout the
exhibition. As you enter the space, the left side of the gallery features a twelve by eight
foot panel, entitled Palimpsest. The term “palimpsest” refers to the writing of a
manuscript that has been erased and written over, so that the original traces remain,
forming complex informational strata. In this panel, layers of information are presented
through drawing, painting, and collage which accumulate and then erode. The whole is
comprised of three individual panels, each measuring four by eight feet. The size of the
individual panels directly mirrors the sculpture on the opposite end of the gallery, Surface
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Tension. The panel features a river of wooden shards, which also directly mirrors the
porcelain shards held within the steel frame of Surface Tension. The concept of mirroring
runs consistently throughout my work. Mirroring is an important element of this
exhibition because humans find order within symmetry, as we recognize the symmetry
that exists within our own bodies. Somehow even the most random or chaotic design
seems orderly once it has been mirrored.
Another element of Palimpsest that incorporates mirroring is the gridded photo
collage. This was made from a print of a screenshot of the video that is projected onto the
back wall of the gallery. The concept of the grid is a recurring element that echoes
throughout the entire installation. The grid is a human construct, used not only as an
organizational tool, but also as a method of scaling. By overlaying a grid atop an image
of outer space, we are bringing the vastness of the universe down to human scale. By
laying a grid atop a map of our world, we make ourselves Gods, through creating a
system to understand a world that is so much bigger than our human bodies. Finally, we
use gridded systems to chart and plot things within our bodies that are too small for us to
see. This shift in scale, from macro to man to micro, is one of the fundamental subjects of
Palimpsest.
This panel is a culmination of the visual lexicon I have developed during my
research here at Winthrop. All of these elements allow me to communicate my
understanding of my place within the natural and manmade worlds, in a way that exists
beyond the boundaries of language. The complexities of existing within these liminal
spaces is challenging to verbalize because this moment in time is so rapidly changing.
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We suddenly have access to extraordinary amounts of data, and we can communicate
instantly with people on the other side of the earth. This historical shift can feel dizzying
and overwhelmingly complex. It is tempting to disconnect ourselves from the natural
world and live within a technological simulacra - a false world that allows us to feel like
we are in control - rather than acknowledging our own humanity and accepting that we
are all just crumbling to dust.
In Palimpsest, I incorporated simulated rocks as a nod to this idea of the human
shift from the natural world toward the simulacra. The rocks were cast from real rocks,
and I coated them in silicon carbide powder. Silicon carbide is a material used in rock
tumblers, to speed up the process of entropy. I used it to refer to the impatience of human
nature. Here, the black rocks extend off the panel, leading toward the second main
component of the installation, Cloud Architecture.
Cloud Architecture is a sculptural installation that was inspired by Jean
Baudrillard’s landmark article, “Simulacra and Simulation”. Baudrillard’s theory of the
Simulacra has had a huge impact on my work and the way I think about the relationship
between the natural and manmade worlds. We are living in the era of “fake news”; the
media that we receive is controlled and delivered through algorithms in such subversive
ways, we no longer know what to believe. The information that we see daily is so heavily
edited and reconstructed that it is now many iterations removed from the original truth —
it has now become something entirely new, detached from the original reality. In
Baudrillard’s article, he states that contemporary society has become so far removed from
what is true that “the whole system becomes weightless; it is no longer anything but a
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gigantic simulacrum; not unreal, but a simulacrum, never again exchanging for what is
real, but exchanging in itself, in an uninterrupted circuit without reference or
circumference” (Baudrillard 359).
For Cloud Architecture, my aim is to construct an architectural element based on
a natural phenomenon, by incorporating a system of grids to construct a cloud. The grid
is a human construct–it is a tool humans use to make sense of the natural world. We use
these lines to map, categorize, and organize information. We also use these systems in
architecture to construct the controlled worlds in which we spend our days. We live
within these gridded boxes and look through gridded windows into the grids of our
neighbors’ homes. Occasionally, the shifting organic forms of the natural environment
disrupt our boxed-in view. Sometimes, these organic forms are actually reflected within
the mirrored reflection of the windows within the grid. The constantly shifting clouds
reflected within the static industrial steel and glass structures of the manmade world
served as a starting point for Cloud Architecture.
The intention of this piece was to convey the idea of manmade architecture, while
rejecting the specifics of any one building. Every individual building has a connection to
a specific place or culture or time, and my aim was to transcend the specific for the more
general idea of human construction. For this reason, I chose to construct a cloud. A cloud
is constantly shifting, morphing, dissipating, and blowing through space. Architecture is
generally static and heavy and bound to the earth. I wanted to explore the collision of
these two worlds.
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I created a film of clouds, using stop-motion video to record the clouds as they
blew across my yard, and edited the footage using Adobe Premiere Pro to construct
bilateral symmetry. When the cloud became mirrored, it became one step away from
reality and toward the simulacra. I projected this film onto the architectural structural
element in order to investigate the resulting shadows, and to explore how those shadows
would interact with the shifting clouds, creating another layer of the simulacra.
Using mirrored tiles arranged in a grid, I create another level of information on
the floor beneath the structure. The mirrors add another layer of the simulacra, further
removing the concept from the original cloud. Now, the viewer looks down to see the
cloud, rather than up. Looking down at the grid also takes the three-dimensional structure
and collapses it, like a map, by pushing the image beneath the surface of the floor. As the
viewer sees their own reflection, they are caught somewhere between the two worlds
— floating in the liminal space within the simulacra.
Across the gallery from Cloud Architecture is a kinetic sculpture called Ripple
Effect. This piece features a nine foot tall oil derrick, constructed of welded steel. The
sculpture features a crank on one end that invites the viewer to interact with the sculpture,
causing the fiber-filled steel mesh head to rise and lower into a vat of black ink. The
viewer is involved in the mechanical process of raising and lowering the derrick, and this
action is echoed into the resulting shadow, which exists within a video that is projected
onto the sculpture.
The film was crowdsourced by my social media friends, who submitted aerial
footage as they flew to various locations around the world. The aerial landscapes provide
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us with a birds eye view of the effect of man’s attempt to control and shape the natural
environment. The fact that they were crowdsourced illustrates the interconnectedness of
twenty-first century society, and echoes the crowd-sourced shapes made from cut paper
that form a layer of information in Palimpsest.
Continuing to travel through the physical space of my exhibition, the viewer
comes to the back wall of the gallery which features a large sculptural element, Surface
Tension. This piece is a four by eight foot steel frame, which supports a river of broken
shards of porcelain suspended within a monofilament grid. A film of hypercolored water,
flipped to create a symmetrical composition, is projected onto and beyond the surface of
the sculpture, extending to create an eight by twelve image that echoes the same form
from the other end of the gallery. At the base of the sculpture, the porcelain shards extend
beyond the surface of the frame onto the floor — carrying the idea of the breakdown out
into the space of the gallery.
The original inspiration for this piece came from an aerial photograph of polar ice
breaking apart. I was fascinated by the shapes that I found in between the floating pieces
of ice. Somehow, the spaces between things have always interested me more than the
subjects themselves. I was interested in the way the pieces are held together momentarily,
before they drift apart. I traced the shapes onto mylar and was pleased with the way the
surface tension of the water was translated through the marks on the paper.
After creating the original drawing I noticed that the resulting image became
something new and unexpected: the river began to look like a spine, and the shards
became bones. I have recreated this same river of ice multiple times, using many different
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media and processes. In this particular iteration, I used porcelain slip to form shards that
resemble ice, eggshells, or bones. Here, the shards are still, hanging as if suspended in
time, while the projection of water rushes over them. They are held in place by a maplike grid of monofilament threads. The water in the film is constantly moving and the
horizontal flow creates a sense of an undertow. The steady pulling motion brings to mind
the relentless nature of time, and the persistent progression of the natural world.
In the film, a steady flow of water erodes stones down into sand, and carries them
out to sea. Here, they are eventually deposited - the final state of entropy. To create the
film, I used actual footage that I captured in national parks of the Pacific Northwest,
where I followed the breakdown of mountains from glaciers to the coast. Finally, I edited
the footage to create symmetry and filtered the color to make it more saturated. Although
the original footage came directly from nature, it has now become something else — a
hyper-reality.
To create the porcelain shards, I mixed porcelain slip and poured it onto plaster
slabs. As the water evaporated, the porcelain formed irregular cracks in unexpected
patterns. I lifted the shards from the plaster carefully, preserving the original shapes as
much as possible, and then fired them. The purple glass was the result of natural
fracturing. The glass was tempered, which caused it to break into regular geometric
shapes. I allowed handfuls of these shards to spill from my hands, creating the
'river’. Finally, epoxy resin was poured over the glass to secure it.
After mounting the porcelain and glass onto plexiglass, monofilament thread was
strung from the steel frame to create a grid. The grid serves as a structural element to
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support the plexiglass, but it also serves an aesthetic function as it becomes another
example of the human imposition on the natural world. The grid references a map, which
is in itself a level of the simulacra. The vertical nature of the grid also references
manmade architecture, and these vertical and horizontal lines are also echoed by their
shadows onto the film that is projected behind them.
The shadow is the most important component of the entire piece, and the rest of
the structure really only exists in order to create a shadow onto the back wall of the
gallery. The shadow becomes a hole, or a void - stagnant and perpetually frozen in time,
as the flow of water continues the process of breaking down around the structure. The
shadow is an echo, an iteration, and another level of detachment from the original idea.
This piece, Surface Tension, represents a further development of my research into
entropy. Watching the glaciers carve the stones into sand and eventually deposit them in
the sea relates directly to the idea of contemporary American society being in the process
of breaking down. Working on this sculpture allowed me the time and space necessary to
reflect on my own role within the natural and societal breakdown, and it allowed me to
think about the structures which have given me the privilege to reflect on my own
position within this breakdown.
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IV. Conclusion
Art has always been a way for me to understand the world I live within. As a
child, I often deconstructed my toys and then put them back together again, to create
something new and gain insight through the process of reconstruction. Now, as an adult,
the ideas that I am investigating are complex and layered with no definitive answers. Art
allows me the time and space to reflect on these concepts, and to investigate them from
multiple perspectives. I have realized that art does not need to be didactic, and leaving
space for the viewer to find their own meaning can make the work stronger and more
meaningful. There is no possible way that I could ever conceive of all the possible
meanings or outcomes of my work, and it would be futile to attempt to control the entire
experience for the viewer. Relinquishing my own need to control the work, and invoking
a certain amount of chaos through allowing room for the unexpected, makes the work
more dynamic and more interesting for both myself and the viewer.
Each time I investigate an idea, I attempt to mine it as deeply as possible — by
seeing it through many different formats and iterations. I take things apart and then
combine the parts in new ways to create different visual collisions. Working through
many iterations of one idea, and exploring it through a variety of media and processes,
allows me to investigate the concept through multiple vantage points. Art is most exciting
to me when I have an idea, but do not yet know what the outcome will be. This can only
occur when I am open and willing to relinquish any preconceived ideas that I may have
about the work. If I find myself getting too attached to any given outcome, the work
suffers.
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Creating this body of work helped me better understand the world in which I live,
but it also helped me better understand myself. I learned to be more cognizant of the
systems of order within the natural and manmade environments. Through the creation of
this work, I was able to achieve some distance between myself and my environment,
which allowed me to think about mankind’s relationship to the natural world, and to think
about the structures we impose to control things, and how those efforts result in both
chaos and order. It also allowed me to reflect on the structures in my own life that I have
imposed to feel a sense of control, and it has made me realize that sometimes there is
beauty in letting things go, and allowing them to unfold as they will, even if it seems a bit
chaotic at the time.
My hope is that the viewers who experience this work will make new
connections, allowing them to reflect on their own place within the natural and manmade
worlds, and to think about the actions that they take and how those can result in chaos or
order, depending on their awareness of time. We humans have a need to control our
environment, but our sense of time can be very short-sighted when we look at the era of
man within the greater timeline of universal existence. I hope that my work allows the
viewer to freeze time, just for a moment, to think about this exact moment of the
universe, just before we return to dust and shadow.
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Illustrations

Palimpsest
144” x 96”
Mixed media on wood panel
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Palimpsest detail

Palimpsest detail
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Palimpsest detail
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Cloud Architecture
108" x 156" x 84"
Steel, latex, industrial paint, mirror, stones, video projection
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Cloud Architecture detail
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Cloud Architecture detail

Cloud Architecture detail
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Ripple Effect
Height x Width x Depth
Steel, paint, plastic bin, rope, hardware, salt, digital print, windchime, concrete, video
projection
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Ripple Effect detail

Ripple Effect detail
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Ripple Effect detail
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Surface Tension
96" x 144" x 72"
Steel, porcelain, plexiglass, glass, monofilament, glass beads, video projection
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Surface Tension detail

Surface Tension detail
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Surface Tension detail
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